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Circles of attention (becoming a thermostat) 
 
The actors are instructed to lie on the floor and 
close their eyes. They must simply concentrate on 
their breathing and let their thoughts come to rest. 
Drawing attention to the feeling of their body 
resting on the floor. Being aware only of the space 
immediately around their body. This is the first 
circle of attention. 
Now the actors are instructed to widen their 
attention, towards other people in the room. 
Focusing only on the sounds within the room, 
becoming aware of the space without looking, 
becoming attentive to the temperature, drafts, 
fluctuations of air. This is the second circle of 
attention. 
The actors should now shift their attention to 
the other side of the walls, sounds coming from 
outside the room, vibrations of traffic, generators, 
pumps, boilers, pipes, air ducts, the sounds of 



























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































MAX   
(I	accuse	you)	
	
LENNY   
(I	ignore	you)	
	
MAX   
(I	remind	you)	
	
LENNY   
(I	ignore	you)	
	
MAX   
(I	reason	with	you)	
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Chapter Three  
THOUGHTFUL THINGS427		
	 	









































































































































technical	system	could	be	To improve the energy performance of the 
building. To	achieve	this,	the	system	may	be	designed,	commissioned	or	
programmed	to	achieve	the	following	smaller	objectives:	
To minimise the influence of human occupants. 
To make the human occupants happy and healthy. 



































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































Chapter Four  
WARM BODIES542 
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Circles of attention 
 
The actors are instructed to lie on the floor and 
close their eyes, and tune their attention with the 
sounds beyond the room – the stop-start of traffic, 
the hum of generators, the pulse of pumps, the 
blast of boilers, the flows of pipes, and air 
churning through ducts. They must simply focus 
their breathing on the rhythms of the sounds and 
the vibrations of the machinery. 
Now the actors are instructed to bring their 
attention inwards from the other side of the walls, 
to focus only on the sounds within the room. 
Becoming aware of the space without looking, 
becoming attentive to the temperature, drafts, 
fluctuations of air, the sounds of the walls, the 
containment of the space, the other people in the 








































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































agitate, agitation, anneal, 
ardour, boil, boiling, 
boiling-heat, boiling-
point, brew, broil, brood, 
brooding, bulletin, burn, 
burn rate, burn-out, burn-
up, burning man, slash-and-
burn, calm, calming, chafe, 
chill, chill pill, chilled, 
chilling, chilling effect, 
chilly, clumsy, cold, cold 
feet, cold shoulder, cold 
start, cold storage, cold 





conflate, conflation, congeal, 
cool, cool customer, cool 
down, cool-headed, cool-
hunter, cooling, cooling-
off period, coolness, 




entice, enticing, entropy, 
exhaust, exhaustion, 
explode, explosion, 
extinguish, exude, ferment, 
fervent, fervently, 
fervescent, fervid, fervour, 
fire, firing on all cylinders, 
flame, flamed, flagrant, in 
flagrante delicto, flare, 
flare-out, flare-up, flash 
burn, flash drive, flash-
point, focus, focus group, 
friction, frigid, frigidity, 
frigorific, frisson, frost, 
frosty, frozen, fuel, fume, 
fuming, glacial, global 
warming, heart-warming, 
heat, heated, heat death, 
heat-engine, heat-seeker, 
heat-seeking, homebrew, hot, 
hot air, hot blast, hot 
button, hot favourite, hot 
flash, hot key, hot money, 
hot potato, hot seat, hot 
shit, hot stuff, hot war, 
hot water, hot-blooded, 
hot-desk, hot-desking, 
hot-headed, hot-swap, hot-
tempered, hotbed, hothead, 
hothouse, hothouse effect, 
hotly, hotshot, hotted-
up, hotting up, hotty, 
hotwire, humour, humourless, 
ice, ice-breaker, ice-
breaking, icily, iciness, 





burn, libidinous, libido, 
lukewarm, melt, meltdown, 
overheat, overheated, 
perfervent, perfervid, 
perfervour, phlegm, quench, 
red-hot, refrigerate, 
rekindle, sang-froid, scald, 
scalding, scorch, scorched, 
scorched earth, scorching, 
seethe, seething, sizzle, 
sizzler, sizzling, smoulder, 
smouldering, steam, steam 
ahead, steamed, steaming, 
steam up, steamy, superheat, 
superheated, sweat, sweat 
equity, sweating, sweating 
your assets, sweatshop, 






thermotaxis, vent, volatile, 
warm, warmly, warmth, warm 









3 strong female actors wanted to perform in a video piece for a 
PhD project in the School of Architecture, Royal College of Art.
The actors will play varying roles; sometimes female, sometimes 
male, in a devised and improvised piece from documentary 
material.
The project is about the politics of temperature control in 
architecture. The documentary material is drawn from a historical, 
philosophical and psychoanalytic investigations of temperature 
and theories of control. The script will include phrases drawn from 
dictionary entries for 400+ metaphors for heat.
The metaphors for temperature consistently fall into a distinct 
set of categories; these words and idioms are used to talk about 
productivity, lust, anger, war, motivation, desire, hostility and 
geniality. 
Improvisations and dialogues will be devised around this material, 
and the actors will perform alongside an artificially intelligent 
thermostat, which has been programmed to recognise these 
metaphors, and perform its own lines of dialogue in order to 
motivate, and regulate the drives, desires and actions of the actors.
The performance aims to destabilise the political formations of 
these metaphors as they occur in current neo-liberal discourses - in 
particular through linguistic and ‘affective’ labour; emails, reports, 
presentations, meetings, appraisals, product launches, IPOs and 
the emotional work of the ‘knowledge economy’ and creative 
industries.
As these practices become more embedded within all areas 
of creative practice, with the call that everybody (artist, actor, 
architect, designer, writer and so on) becomes an entrepreneur or 
innovator. 
The project seeks to bring feminist practice to bear on these 
energetic metaphors, technocratic systems and economic ideology. 
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Staged as a computer simulation, actors are dressed in Chroma-key blue, 
in front of a blue-screen backdrop, facing one another as if in a game of 
chess, or war-strategy game – they use the lines of dialogue as moves in 
a game, seeking control or collaboration of or with one another, or the 
machine. 
Both actors will be filmed simultaneously as they perform the dialogues, 
in a full-length shot. They will be wearing head-worn mics, to speak 
directly to the thermostat programme.
The performance is highly linguistic; the script is derived from dictionary 
entries, idioms, word-games and metaphor.
Documenting the performance:
The performance will be recorded on video, for full-scale projection in 
an installation. Actors will be able to use the video in their show-reel, 
and other documentation, and there may be a public performance of the 
work, to which you would be welcome to invite guests.
Chroma-blue costumes will be provided, with the opportunity to select 
what you are most comfortable wearing out of a few different items.











There are various personas that will be used in the performance, personas 
from the world of TedTalks, Google Campus, Silicon Valley Start-ups, and 
what is called the ‘Knowledge Economy’. They are entrepeneurs, idealists, 
motivated, passionate about what they do.
But this project is a critique of this world, and the neo-liberal ideology 
behind it. The performance is not satire, or to be played as comedy - 
although it is an absurd piece.
Since, as practitioners - in design, arts, performance - we are also 
expected to be entrepenuerial, motivated and passionate about our work 
and - following the logic of this ideology - flexible, precarious - and readily 
exploited.
So the ability to produce some kind of double meaning from the text. 
Performing as these others, but also - it’s how we must perform ourselves.
Actor Requirements:
Age range: I’m keen to work with a varied range of ages, so I’m particularly 
keen to work with actors between mid thirties - mid sixties.
Female (to perform in both male/female roles)
This work is informed by feminist readings of technology, feminist practice 
and queer theory. Some of the metaphors are sexual, although not explicit, 
and some of the dictionary content comes with a distinct gender bias. The 
performance will use theories on performativity, to attempt to rework this 
material.
The work is a linguistic piece, about metaphors, idioms, everyday banal 
phrases, particularly those used at work - ‘The team is getting all fired up’, 
‘The heat is on!’, ‘Don’t lose your cool’, ‘I think she’s heading for burnout’.
Each line of dialogue is like a move in a game.
Familiarity and knowledge of the theatrical technique of ‘actioning’ 
is particularly sought – either through the Stanislavsky method, or 
contemporary work of directors who use ‘actioning’ in rehearsal. This is 
the use of transitive ‘playable’ verbs used to ‘action’ every line of dialogue.
This stratery has correlation with cybernetics and computer programming 




“Reliant on affective and 




the performing body, 
theatre and performance 
certainly resemble 
wider shifts at work in 
post-Fordist political 
economies.” 








Definition of hot stuff in Oxford Dictionary of English:
[MASS NOUN] informal
1 A person or thing of outstanding quality or skill:
 He’s hot stuff at arithmetic
1.1 A sexually exciting person, film, book, etc.





















































































































































































































































































































































































































































































































































































































































the script is derived from a documentary 
source of over one thousand metaphors, 
idioms and phrases that use temperature as 
their source domain. 
 
the dialogue is constructed using verbs, 
phrasal verbs, and idioms – it is a play on the 
theatrical technique of ‘actioning’ – influenced 
by Stanislavski’s method of action – which 
proposes that actors on stage do things to one 
another, rather than narrate a story. 
 
in the technique of actioning, each line of 
dialogue is given an action – a single transitive 
verb, something one character can do to 
another – for example: the line “what did you 
do with the scissors?” can be played “I 
ACCUSE YOU” or “I THREATEN YOU”. 
 
in this script the dialogue is reduced to actions 
and overused idioms, the banal speech of the 
workplace, advertising, journalism, political 



















































the performance takes place over three 
heated exchanges. 
 
EXCHANGE ONE, no regulation, ACTOR is free 
to exploit REACTOR as she chooses, but 
REACTOR has a preceding state before ACTOR 
speaks, so is affected, but not constituted by 
ACTOR’s actions. 
 
EXCHANGE TWO, the THERMOSTAT regulates 
the sequence using the direct imperatives, the 
disciplinary verbs of orders warnings and 
requests. ACTOR and REACTOR play equals. 
 
EXCHANGE THREE, deregulated sequence 
where the THERMOSTAT is now a coach, a 
motivational speaker, an inside dealer.  
REACTOR regulates herself, exploits herself, 
uses exaggerated compliance, revolution, 
acceleration, passive resistance. 
 
the EXCHANGE could go on forever, the 
REACTOR is a warm body, replaceable if she 
gets exhausted. 
 






















ACTOR and REACTOR, facing the camera, are getting ‘psyched up’ – warming up 
their limbs, their faces, voices. 
 
	
ACTOR and REACTOR straighten up – facing off against one another.  
They exchange a dialogue in which ACTOR has control, affecting REACTOR using 
















































































ACTOR and REACTOR, facing another, speak this dialogue like a match, sparring, 
fast-paced. They use single transitive verbs as actions against one another. This 
time ACTOR and REACTOR are on an equal footing. The topic might be as much 
about a hot product as a hot date. 
 
(Pauses) are longer than beats, as if drawing a long breath, gathering thoughts, 
strategising. (Beats) are rhythmic, delivering the next phrase precisely.  
 




































































































































































































































{Continuous Beta sequence} 




ACTOR and REACTOR, facing another, speak this dialogue like a match, sparring, 
fast-paced. In this dialogue, ACTOR attempts to carry out actions on REACTOR 
using transitive verbs (I _ you),  
 
REACTOR gets affected, but also parries by responding with non-transitive actions 
that reclaim the action and turn into something unexpected.  
 
Phrases in italics should be delivered differently, they are direct speech, 


























































































































































































































































































































































































































































































ACTOR  Marysia Trembecka  
REACTOR  Eve Parmiter 
 
 
special thanks to 
 
Bruna Petreca 





























































































































MY COMPUTER REFUSES TO START UP! 
AND OTHER SCENES OF HUMAN / MACHINE DRAMA 
Claudia Dutson (RCA) in collaboration with Tatiana Hennessy (LAMDA) 
 
A theatrical improvisation workshop exploring machine behaviour,  
anthropomorphic projection, and pathetic fallacy.  
 
Wednesday 23rd January 
2pm - 4.30 & 6pm - 7.30 
 
In a single day, a person may interact with more machines than real people: intelligent 
buildings, smart appliances, automated check-outs, computer-generated phone-calls, your 
fridge texting you to say “out of milk”.  
Considering these machines as more than mere props or objects, but as an actor (non-
human) with agency (of the programmer, of a company – your bank, supermarket, or of its 
components) this workshop sets out to explore the interactions between human and non-
human actors through theatrical improvisation games.  
 
The workshop is aimed at those with none, or little theatrical background or training, from a 
broad range of disciplines. The workshop is participatory and performative!  
 
Session A 2pm-4.30 
Workshop on machine behaviour. Using improvisation as a method to investigate the 
behaviours, wants, beliefs, goals and objectives of machines and automated devices, 
participants will develop characters and a 'script' or 'program' through discussions 
and improvisation games. 
 
Session B 6pm-7.30 with Tatiana Hennessy 
Workshop on performance and 'actioning'. Applying techniques from theatre, the 
second part of the workshop investigates the consequences of machines with beliefs 
and the potential dramatic  
performance of inserting such devices in a scene. With improvisation performance. 
 
Both events are free, and participants can sign up for both sessions or attend just one. 
 
 
This Event is part of the  
Research Student RCA  
Biennial Exhibition 2013  
DISRUPTION 
An investigation on the  
idea of disturbance, subversion and irritation  
in an art and design practice: 
 
21st — 27th January 
10am - 5.30pm 
Open till 8.30pm on event evenings.  
Royal College of Art 
Gulbenkian Galleries  
Kensington Gore 
London SW7 2EU 
The 2013 RCA Research Biennial Exhibition will provide a rare glimpse into the work of 30 of Britain’s most 
innovative researchers in the fields of art and design. The exhibition of 2013 is curated around the theme of 
Disruption and the participants were asked to directly respond to this concept by either producing new work, or by 
imaginatively connecting their research to the biennale’s subject. A book, exploring the idea of Disruption in art 
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THE PERFORMANCE OF  
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ROYAL COLLEGE OF ART 
DAN.LOCKTON@RCA.AC.UK 
ABSTRACT 
This workshop is situated at the convergence of 
technology, behaviour and people’s understanding 
of the nonhuman entities with which they interact, 
questioning the ideas of ‘intelligence’ and 
‘smartness’. As the Internet of Things, ‘smart 
cities’, Quantified Self, and similar concepts 
intersect with design for behaviour change and 
sustainable behaviour, becoming pressing research 
themes across product, service, interaction and 
architectural design, we ask how the relationships 
between humans and nonhumans are characterised 
and articulated. 
WORKSHOP AIMS & INTRODUCTION 
Through using performative methods, this workshop 
aims to explore questions such as:  
• What kind of conversations take place between 
humans and machines, and the surrounding 
environment?  
• How is algorithmic decision-making, as designed into 
systems, experienced and understood by humans?  
• How can designers engage with algorithms, critically 
but also usefully?  
• What does it mean when nonhuman performance 
becomes a material of design practice? 
 
This full-day workshop is for designers and researchers 
interested in exploring and challenging anthropocentric 
assumptions about the way we interact with technology. 
Through a range of activities, participants will explore, 
practically, non-human-centric worlds, and be 
introduced to novel performative methods for exploring 
or challenging anthropocentrism in design. The 
workshop is ideally suited to professionals and 
postgraduate researchers engaging with any of the 
issues involved, from the politics of artefacts to 
ubiquitous computing. We are interested in having a 
diverse group to bring together the varying viewpoint of 
the different participants. The interactive nature of the 
planned programme means that 15 people is the 
maximum in order to involve everybody in the 
discussions and performances. We will ask 
participants beforehand to send a screenshot of their 
computer desktop and a picture of their workspace 
environment (context). In this way, we will start the 
session by inferring (making assumptions) of whose 
picture belongs to each participant, demonstrating the 
assumptions that could be made algorithmically (or 
otherwise) from the data provided, and enabling the 
qualities and implications of those assumptions to be 
explored and questioned. 
PROGRAMME 
Following this activity, the day will be divided into 
three main activities (Table 1), involving everyone, 
exploring different facets of the interaction between 
humans and systems through performances, and the 
sharing of ideas, stories, and theories. Throughout the 
day, we will document these performances as they 
happen; encouraging participants to engage in live 
analogue, blog and Twitter commentary. We want to 
retain the vibrancy of the discussions involving all the 
participants—to avoid an all-too-common phenomenon 
of group workshops where the intensity of discussion in 
closed smaller groups inevitably loses the immediacy 
and context of those thoughts when they are reported 
back to the wider group.    
Table 1: Outline of the day. 
am
 Introducing everyone  
Part 1: Evolution, complexity, context & intelligence 
pm
 Part 2: Objects, thinking machines & performance 
Part 3: Do we understand each other? 
Discussion of the day  
 
Part 1: Evolution, complexity, context & intelligence 
As an introduction for the rest of the workshop, we will 
start with a presentation in which we will explain some 
aspects of biological evolution (from amoebas to 
humans) together with a timeline of computing history 
(Computers, robots…) and the evolution of the Internet. 
In the case of technology we will show some 
complexities around the subject of intelligence by 
demonstrating the relevance of context (environment) in 
the interaction.  
Part 2: Objects, thinking machines & performance 
For the second activity, a short warm-up exercise will 






2   
for investigating objects and thinking machines. By 
drawing parallels between Constantin Stanislavski’s 
theory of goal-driven action—and heuristic 
algorithms—participants will be guided in devising 
small improvisations of the interactions between non-
humans and their environment and with other non-
humans (without defaulting to anthro-pomorphic 
projection). We will address (and challenge!) theories of 
intention, consciousness and vital materialism/ object 
oriented ontology. 
Part 3: Do we understand each other? We will 
explore etiquette, empathy and superstition, through a 
fun activity where—in playing the roles of people and 
‘smart’ objects together engaged in responding to social 
situations—we articulate our own mental models, the 
heuristics we are following, and our worries about 
others knowing these too accurately. We explore 
reciprocal degrees of opacity of black boxes (Ashby, 
1956; Glanville, 2007). Drawing on Argyris & Schön’s 
(1974) Theory in Practice and Laing’s (1970) Knots and 
current work around persuasive design (Crilly, 2011) 
and public understanding of the IoT (Lockton, 2014), 
the aim is to arrive at a set of example (mis)under-
standings which can form the basis of more detailed 
analysis, while highlighting issues relevant to designers 
working on everything from ‘behaviour change’ to the 
Internet of Things.   
WORKSHOP ORGANISERS 
The workshop is facilitated by researchers working on 
projects around design, interaction and behaviour. 
Claudia Dutson is completing a PhD at the Royal 
College of Art in the department of Architecture, on 
thermal control in architecture. Using performative 
practice and artificial intelligence, her project restages 
the interactions of an artificially intelligent thermostat 
with occupants as a video performance. The script is 
formed from a large database of idioms and metaphors 
for heat, with underlying narratives of productivity, 
economics, desire, ecological crisis and war. Her work 
investigates the convergence of computing and 
architecture, with a feminist critique of techno-
solutionism through language games. She holds a BSc 
and MA in Architecture, and has written a book on 
artificial light. Before architecture she trained in media 
production, and worked in new media consultancy 
during the dotcom bubble (and burst). 
http://www.claudiadutson.com 
Delfina Fantini van Ditmar is working in the area of 
‘The Age of Calm Technology’. In this context, her 
interest is in exploring the subject of ubiquitous 
computing, which can be defined as information 
processing embedded in the objects and surfaces of 
everyday life (Weiser, 1991). Her research is focused on 
the IoT and the interconnected physical-digital relations 
that are influencing the way we dwell. By analyzing the 
ecology of future housing she explores new techno-
logies by addressing the design as a spatial and socio-
cultural system, rather than by focusing on product 
design or the technology. Delfina is a PhD candidate in 
Innovation Design Engineering (IDE) at the Royal 
College of Art. Delfina holds a BA in Biology and 
completed one year of an MFA at Konstfack University, 
Stockholm. Her work has been exhibited at the Victoria 
and Albert Museum and the Natural History Museum. 
In 2011 she was awarded the Heinz von Foerster Award 
by the American Society for Cybernetics. 
Dan Lockton is interested in relationships between 
design and people’s behaviour, understanding of 
everyday systems, and consequences for society and 
sustainability, weaving ideas from ethnography, 
cybernetics and decision science. He is a research tutor 
in Innovation Design Engineering at the RCA, 
supervising PhDs in areas including the IoT, 
synaesthesia, and design for repair. From 2013-15 he 
worked at the Helen Hamlyn Centre for Design, on 
projects from sonification of home energy use to public 
engagement with driverless cars. For his PhD, at Brunel 
University, Dan developed Design with Intent, a 
multidisciplinary design pattern toolkit for behaviour 
change. He also has an MPhil in Technology Policy 
from the University of Cambridge. 
http://danlockton.co.uk   
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Just what do you think you are doing, HAL? 
The use of performative speech in 2001, A Space 
Odyssey 
Claudia Dutson1 
Abstract.1  Using the infamous man VS machine scene Stanley 
Kubrick’s 2001, A Space Odyssey, and drawing on theories of 
performativity, this paper investigates a model of beliefs, wants 
and action for the HAL9000 computer.  
1 INTRODUCTION 
In 1997, MIT press published a book reviewing the speculative 
artificial intelligence in Stanley Kubrick’s 2001, A Space 
Odyssey (1968) where capabilities the HAL9000 computer 
featured in the film were compared with real-world advances in 
computer vision, linguistic reasoning, machine ethics at the time. 
 
In a pivotal scene, Frank Poole and Dave Bowman plan to 
disconnect the main computer – thus ending the ‘life’ of HAL – 
after the computer makes an error predicting the failure of a 
communications unit. HAL learns about this plan and uses the 
control it has over the ships physical systems to prevent this 
from happening: directing an Extra-Vehicular Activity pod to 
kill Frank, terminating the life-support systems of the other crew 
in hibernation, locking Dave outside of the Discovery One 
space-craft and shutting down verbal communication. 
 
In the penultimate scene in HAL’s story, Dave has manually 
opened an emergency airlock to get back aboard the Discovery 
One, and advances towards the main memory units of the 
HAL9000 computer.  
 
After exhausting all the physical means to stop Dave, HAL can 
only use verbal coercion to prevent Dave from disconnecting 
him. [Fig 1] HAL’s final monologue has drawn a number of 
speculations on emotion of AI, but in this essay I want to 
propose a performative reading of the monologue to suggest that 
even as HAL appears to be increasingly human and emotional; 
that the phenomenology of performatives are permissible within 
a non-human account of HAL. 
2 LOOK DAVE, I CAN SEE YOU’RE REALLY 
UPSET ABOUT THIS  
 
The above lines have been used as an exemplar of HAL’s 
uncanny intelligence and as an indication that HAL can 
understand emotional states through facial recognition.2  
                                                
1 
1 Dept. of Architecture, Royal College of Art, SW7 2EU, UK. Email: 
Claudia.dutson@network.rca.ac.uk. 
2 See in particular Chapters 10 and 13 in HAL’s Legacy [1] 
 
Figure 1. HAL9000 monologue: extract from 2001 A Space 
Odyssey 
 
The speculation that HAL can read emotion through computer 
vision is taken seriously despite the author noting that the human 
characters are remarkably impassive throughout the film; both in 
terms of facial or vocal emotion.3  
 
                                                
3  The line “I can see you’re really upset” is taken literally to indicate 
that HAL, through its fisheye lens can ‘read’ emotion on Dave’s face. 
But to say “I see” is not to say that one visualises whatever information 
has been transmitted – rather that I understand – I ‘get the picture’. It is a 
metaphor for knowing or thinking – in the same way that one might 
‘grasp’ the situation or ‘gather’ something. If HAL were to say, “I gather 
that you are going to disconnect me, and I feel that you are upset” would 
not therefore justify an essay on computer haptics although Arthur C. 
Clarke in his novel of 2001, developed alongside the screenplay, 
suggests that HAL can analyze the vocal signals of speech to determine 
emotion: 
"I can tell from your voice harmonics, Dave, that you're badly 




JUST WHAT DO YOU THINK YOU'RE DOING, DAVE? 
 
HAL  
DAVE… I REALLY THINK I’M ENTITLED TO AN  
ANSWER TO THAT QUESTION. 
I KNOW EVERYTHING HASN’T BEEN QUITE RIGHT WITH ME … 
BUT I CAN ASSURE YOU NOW VERY CONFIDENTLY,  
THAT IT’S GOING TO BE ALL RIGHT AGAIN. 
I FEEL MUCH BETTER NOW. 
I REALLY DO 
 
HAL 
LOOK DAVE, I CAN SEE YOU'RE REALLY UPSET ABOUT THIS. 
I HONESTLY THINK YOU OUGHT TO SIT DOWN CALMLY,  
TAKE A STRESS PILL AND THINK THINGS OVER. 
 
HAL 
I KNOW I'VE MADE SOME VERY POOR DECISIONS RECENTLY, BUT I 
CAN GIVE YOU MY COMPLETE ASSURANCE THAT  
MY WORK WILL BE BACK TO NORMAL. 
I'VE STILL GOT THE GREATEST ENTHUSIASM AND  
CONFIDENCE IN THE MISSION. 




STOP WILL YOU. 
STOP, DAVE 










“HAL, with his superb visual abilities, could presumably 
perform facial expression recognition, although there are 
very few facial expressions made by any of the humans in 
the film” (Picard, 1997) [1] 
 
 
Thomas Nagel’s essay What is it like to be a Bat? [3] explores 
the phenomenology of conscious organisms that are not like 
human beings. He gives an example of a living organism, which 
is easy to grant experience to – a bat – but one so radically 
different to ourselves that in order to answer the question What 
is it like to be a Bat? from the human perspective will come up 
short. 
 
“Their brains are designed to correlate the outgoing 
impulses with the subsequent echoes, and the information 
thus acquired enables bats to make precise 
discriminations of distance, size, shape, motion, and 
texture comparable to those we make by vision. But bat 
sonar, though clearly a form of perception, is not similar 
in its operation to any sense that we possess, and there is 
no reason to suppose that it is subjectively like anything 
we can experience or imagine.”  
 
 
The idea that what it might be like for us to hang upside down, 
or use echolocation instead of vision is not What It Is Like To 
Be A Bat. It is not a case of imagining being a bat, but what it is 
like for the bat to be a bat, something for the most part 
inaccessible to us.  
 
Nagel’s bat phenomenology suggests that while a bat cannot see, 
its sense of sonar (which is nothing like seeing) gives it a highly 
accurate rendering of space and the agents in it – and can 
therefore plan its course of action accordingly so as to not 
collide with obstacles or other bats.  
 
In drawing an analogy between Thomas Nagel’s bat ‘vision’ and 
HAL’s ‘vision’ – we can suggest that HAL does not necessarily 
‘see’ merely that Dave is upset but using this information 
performatively. 
 
In short, the line is wrapped up in HAL’s plan of action, and 
even if it is to be taken literally, it must not omit the role HAL’s 
visual sense plays in planning what to do next. HAL’s ‘seeing’ is 
only one part of the picture of the mental model of the game; it is 
a method of gathering feedback on the state of play and 
predicting what Dave will do next. 
 
Furthermore HAL is not committed to the idea that Dave may be 
upset – HAL’s strategy changes several times over course of the 
monologue.4 
                                                
4 One of the notable effects of the monologue is that, towards the end of 
the scene, HAL sounds increasingly human. HAL’s ‘desperate’ attempts 
to continue the objective through using different persuasive techniques 
give the illusion that HAL is more human. A chatbot that sticks too 
doggedly to a topic does not remain convincing for long, elements of 
non-sequiters and randomness in an exchange and other linguistic 
incongruities are described by Annie Dorsen in her discussion on her 
Chatbot performance Hello, Hi There as a ‘flash of humanity’. [4] 
 
3 BELIEFS, WANTS, ACTIONS 
Action is used to state that all actors/agents ‘do’ things, and also 
‘do things to others’ to achieve their goals. In the theatrical 
method of Konstantin Stanislavski, action is central to drama: 
characters on stage do things with purpose. All action is driven 
by a goal and all goals are determined by a character’s 
objectives. In the Stanislavski process each character’s objective 
is broken down into units of action, which are the tactics 
employed towards achieving that objective, as described in 
Actor Prepares;  
 
“Agnes, the wife of Pastor Brand, has lost her only son. In 
her grief she is sorting through the baby linen, petticoats 
and toys left behind - relics. Brand... suffers too. But his 
sense of duty drives him to give away the things... to a 
gypsy woman. Let the men put themselves in Brand's 
situation and find names for his Tasks... As for the women, 
let them be Agnes. One, two, three! The contest.. begins!" 
 
'I want to gain power over Agnes and force her to make a 
sacrifice, to save her and have command over her.' 
All the women rushed forward: 
'I want to remember the dead child!' 
'I want to be near him! I want to talk to him!' 
'I want to bring him back to life. - I want to follow him in 
death! - I want to sense him near me! - I want to feel him 
with his things! - I want to deaden my pain!' 
'In that case,' the men stated, 'let's fight it out! - 'I want to 
hold her to me!' - 'I want to make her feel how much I 
understand her sorrow!' - 'I want to paint the delight and 
joy of having done one's duty for her!’  
'In that case,' the women cried, 'I want to move my 
husband to pity with my pain.' - 'I want him to see my 
tears!' 
In reply the men said: 'I want to frighten her with her 
responsibility to mankind!' - 'I want to threaten her with 
punishment and separation!' - 'I want to express my 
despair at our inability to understand each other!' 
More and more thoughts and feelings were produced the 
whole time this battle lasted and they needed appropriate 
verbs to define them, and the verbs, in their turn, evoked 
impulses to action. [5] 
 
Drawing on Stanislavski's method 5  of physical action, 
contemporary drama encourages actors to discover distinct 
‘playable’ actions that can be delivered through every line of the 
script paying attention to the action delivered through speaking. 
Each sentence can be described by a verb – something the actor 
wants to do, and each line is delivered with intent towards a 
goal, and the action that is performed is the tactic used to 
achieve that goal.6 
                                                                             
 
5 Stanislavski's thesis might be considered as a method for teaching 
actors to act like human beings. 
6 Described by British Theatre Director Max Stafford Clark “A unit is 
determined by what the character that runs the scene wants. An action is 
the tactic the protagonist takes to achieve that objective, and it has to be 









While in the fictional case of HAL9000, it is possible to ascribe 
any kind of beliefs or wants that one choses to suit the narrative 
of the film; but by stating HAL's beliefs in mental terms allows 
us to assess HAL’s actions through the means of dramatic 
performance. 
 
HAL and Dave have objectives. HAL’s objective is to continue 
the mission; Dave’s objective is to disconnect HAL. In order to 
continue the mission, HAL must counter Dave’s objective. 
Stopping Dave from disconnecting the computer becomes an 




Within the philosophy of language, the attempt to understand 
action and performative speech, or what it is that people do with 
language in a theory of speech acts. J.L. Austin proposed that 
spoken language is used to do things, as well as to describe or 
state facts. Calling such utterances speech acts, he was interested 
in how spoken language is used to create changes in the world, 
rather than simply to describe the world as it is.[7] 
 
John Searle [8] sought to further formalise speech acts through 
categorisation7 that determines requisite conditions of sincerity 
intention, and power relations. In dramatic theory a permissible 
action must merely be playable – that is – a single transitive verb 
such as I threaten you. Much of the force of an act is thus drawn 
precisely from conditions that Searle would rule out. This is not 
just peculiar to the ‘fictional’ world of the theatre but is 
illustrated by Judith Butler as revealing the fallacy of 
formalizing speech acts in such a way. 
 
“To account for speech acts, one must understand that language 
is not a static closed system whose utterances are functionally 
secured in advance by the ‘social positions’ to which they are 
immediately related.” [9] 
 
The speech acts of HAL in the scene would constitute infelicity 
in a Searlean sense: HAL, in committing an error and falsely 
                                                
7  Searle’s categories of speech acts Requesting, Asserting, and 
Promising have been modeled by Fernando Flores’ and Terry 
Winograd’s COORDINATOR program.[10] 
 
stating that the communication unit will fail, loses the authority 
to oversee the wellbeing of the crew. Dave also loses his 
authority because his plan to disconnect HAL threatens the 
mission.  
 
And yet, the game is not over. The scene described is arguably 
the climax of the entire film. The scene cannot be described as 
merely describing or telling the story, every line of the dialogue 
is action. With this in mind we can propose the monologue as a 
strategy of performative acts with the intention of stopping Dave 




Figure 2. HAL’s monologue with suggested ‘actions’ drawn 
from a list of transitive verbs. These are not intended to present a 





















JUST WHAT DO YOU THINK YOU'RE DOING, DAVE? 
HAL WARNS DAVE 
 
HAL  
DAVE… I REALLY THINK I’M ENTITLED TO AN  
ANSWER TO THAT QUESTION. 
HAL THREATENS DAVE 
I KNOW EVERYTHING HASN’T BEEN QUITE RIGHT WITH ME … 
HAL SOFTENS DAVE 
BUT I CAN ASSURE YOU NOW VERY CONFIDENTLY,  
THAT IT’S GOING TO BE ALL RIGHT AGAIN. 
HAL TESTS DAVE 
I FEEL MUCH BETTER NOW. 
I REALLY DO 




LOOK DAVE, I CAN SEE YOU'RE REALLY UPSET ABOUT THIS. 
HAL SOOTHES DAVE 
I HONESTLY THINK YOU OUGHT TO SIT DOWN CALMLY,  
TAKE A STRESS PILL AND THINK THINGS OVER. 




I KNOW I'VE MADE SOME VERY POOR DECISIONS RECENTLY, 
HAL ACKNOWLEDGES DAVE 
 BUT I CAN GIVE YOU MY COMPLETE ASSURANCE THAT  
MY WORK WILL BE BACK TO NORMAL. 
HAL ASSURES DAVE 
I'VE STILL GOT THE GREATEST ENTHUSIASM AND  
CONFIDENCE IN THE MISSION. 
AND I WANT TO HELP YOU. 





HAL BESEECHES DAVE 
STOP WILL YOU. 
STOP, DAVE 
HAL PRESSURES DAVE 
WILL YOU STOP DAVE. 
STOP, DAVE. 
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Apple Campus 2 under 
construction in Cupertino
MArch Master of Architecture (ARB/RIBA Part 2)
The start-point of the investigation is the ‘Campus’, an extra-urban workplace typology ex-
emplified by tech-companies Google, Apple and Facebook in the United States. Recognis-
ing that work is now one of the most central components of a person’s life, that it is meant 
to be fulfilling and enable them to realise their full potential – the studio will approach the 
idea of the autonomous building and micro-nation as being centred around work, where 
the civic contract is replaced by a company ideology, and the head of state is a CEO. The 
studio will draw on a broad range of references, such as Fordlândia, the failed paternal-
ist utopia in the Amazon jungle where Henry Ford hoped he could foster a closed-loop 
ecology of rubber production; to Biosphere 2, an attempt to live ‘off-world’ in the desert, 
sustained by crops grown in artificial biomes. We will explore the limits of hyper-control, 
the role of technology, and critically assess the flows of dependencies of these ‘autono-
mous’ units. 
The site is the M1 corridor, between Luton and Milton Keynes. It includes the villages of 
Cranfield, home to Cranfield University – a major recipient of Ministry of Defence funding, 
as well as Cranfield Airport; Bletchley, the site of WWII code-breakers; Milton Keynes, a new 
town and the site of the main headquarters of the Open University and their technology 
research facilities, and nearby to Amazon’s Fulfilment Centre; and Luton, a town with an ex-
panding population, with a notably diverse demography and a small international airport. 
Input/Output
Each student will develop a brief for a ‘Campus’, negotiating relations with a military-indus-
trial-academic complex of their chosen site, in order to incubate their architectural pro-
posal for a speculative technology company. Designing workplace cultures, each student 
will produce their own ‘little red book’ – a cultural operating manual for their buildings, 
describing the ideal employees of their company, as well as identify the company’s values.
Alongside site studies and case studies of the ‘campus’ typology, the year starts with a 
short project to propose a technological architectural innovation, product or service - the 
'killer app' of your company.
4th years will use the Evolo project to explore the megastructure and multi-program 
aspects of the Campus typology, 5th years have the option to use the competition for 














Andrew Norman Wilson 
from ScanOps 2011
MArch Master of Architecture (ARB/RIBA Part 2)
Articles:
Peder Anker (2005). The closed world of ecological architecture. 
< https://pederanker.com/2011/05/23/the-closed-world-of-ecological-architecture >
Richard Barbrook & Andy Cameron (1996). The Californian Ideology. 
< http://www.imaginaryfutures.net/2007/04/17/the-californian-ideology-2 >
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< http://www.e-flux.com/journal/20/67633/cognitarian-subjectivation/ >
Ingrid Burrington. (2016) Light Industry: Toxic Waste and Pastoral Capitalism. e-flux
< http://www.e-flux.com/journal/74/59781/light-industry-toxic-waste-and-pastoral-capitalism/ 
>
Gilles Deleuze. (1992) Postscript on the Societies of Control
< https://cidadeinseguranca.files.wordpress.com/2012/02/deleuze_control.pdf >
Keller Easterling. (January 2012) An Internet of Things. e-flux
< http://www.e-flux.com/journal/31/68189/an-internet-of-things >
Elizabeth Esch. (2002) Shades of Tarzan: Ford on the Amazon. Cabinet
< http://www.cabinetmagazine.org/issues/7/shadesoftarzan.php >
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Elyssa Livergant. (2013) The Passion Players. New Left Project, 23 January 2013.
< http://www.newleftproject.org/index.php/site/article_comments/the_passion_players >
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my >
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Websites & Films
Facebook’s Little Red Book  < http://benbarry.com/project/facebooks-little-red-book >
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Melanie Smith, Fordlândia < https://vimeo.com/136376022 >
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